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Introduction 


It is highly gratifying to note that enlightened scholars of Karnatak 
Music have begun to concede that the so-called suddha mukhari mela of 
Ramamatya, Raghunatha and Venkatamakhi is totally non-Vedic! and 
that it has no connection with the Vedic tradition of Bharata, Matanga and 
Sarangadeva. . Moreover, it has also become evident that the tonal struc- 
.ture of Vagiswari (Bageshri) is identical with the original Sadjagrama which 

is the basis of the other murcchanas of Sadjagrama; and that this very 
tonal structure can be changed to the Madhyamadi (first) murcchana of 
Madhyamagrama.? 


In spite of the above view being unmistaken, unassailable and authentic, 
there are some persons who still continue to say that the music of South 
India is traditional and that the music of North India has undergone dis- 

_ tortion on account of Muslim contact and influence.3 These persons fall in to 
two categories: the first is comprised of the votaries of the views expressed by 
the late Prof. Bhatkhande and the second is comprised of those who are not 
well-versed in the Sanskrit language, although their demeanour suggests this. 
The. second category is also comprised of those who have acquired a 
working knowledge of Sanskrit through Sanskrit - English dictionaries and 

- Who have no comprehension of prakrti-pratyaya (root and suffix) and do 
Rot give thought or pay attention to the anvarthata one to literal 

meaning) of technical terms. 


The ‘credit’ of ascribing the: autborsbip at the fest non-Vedic 
form of Mukhari to Revered Madhavacarya (Vidyaranya) goes to Govinda 
Diksita, the father of Venkatamakhi who is ihe real author of Sangita- 
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sudha bearing the authorship of Raghunatha, the ruler of Tanjore4. The 
Vidyaranya-mata which is mentioned in Sangitasudha, was neither available 
to any preceding author nor to any succeeding one, so much so _ that even 
the son of Govinda Diksita viz. Venkatamakhi could not have a glimpse of 
Vidyaranya-mata. This state of affairs should be full of concern for scholars, 
It appears that the text expounding Vidyaranyamata was perceptible only 
to the imagination of Govinda Diksita and his patron. The mutual relation- 
ship of Madhava and Sayana is well-known. The following extract ascribed 
to SayanaS compares the svaras current in Sayana’s times with the Vedic 


svaras: 


Aiea a area: aa eu: sitar: FCs afer Berea: at ATT: 
waa | aerar— ai fare: a pee: , Tad: TTH:, “am fata: werreqda:, 


TWarweaga: ATH WE:, meat fereard | 


That is to say, the seven svaras beginning with Nisada current in Loka 
(as contradistinct from Veda) are identical with the seven Vedic svaras 
beginning with Krusta. Nisad is Krusta, Dhaivata is Prathama, Pancama 
is Dyitiya, Madhyama is Tritiya, Gandhara is Caturtha, Rsabha is Mandra, 
Sadja is Atisvarya. — 


Sayana is comparing the svaras current in his time with the Vedic 
Svaras,consequently his exposition is naturally different from that of Narada. 
Sayancharya’s exposition gives us the svaras of the Kalyani Mela. This 
becomes clear by putting the svaras in the ascending order as follows. 


SAYANA’S LAUKIKA SVARAS (Kalyana Thata) 


3 gs € 
Sayana’s Sama-Svaras: 3 s BS — g 
ay : ea 3 = si = . 
‘oO os 3 = S s fat = 
< = 6 B a Bs M * 
»  Laukika Svaras: sa Ri Ga. Ma Pa Dha Ni Sa 


The Gandharadi Mur- . 
cchana of Sadjagrama Ga Ma Pa Dha Ni Sa Ri Ga 


No. of Srutis — 0 4.4 3 22 4 2 2 
Mutual intervals. in 

savarts 0 51 51 46 28 51 46°. 28 
Interval from . the ; 

tonic in savarts O 51 102 148. 176 227. 273. 301 


Vijayanagar had come under Muslim influence by the time of Sayana. 
Emano, Kalyana Thata, Mechakalyani Mela and the Gandharadi Sudha 
Murcchana of Sadjagrama present an identical tonal structure with 2 
difference only in names. There is, therefore, no place in the time of Sayana 
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(the contemporary of Vidyaranya) for the Mukhari of Ramamatya, Raghu- 
natha and Venkatamakhi. 


Intervals of the Laukika dha-pa-ma-ga’ of Sayana identical with the 
Pradhama, Dvitiya, Tritiya and Caturtha used in Samaveda are found only 
in the Kalyana Thata or Mechakalyani Mela. ‘The Muslim musicians of 
North India derive all other thatas only from the Kalyana thata.6 Venkata- 
makhi himself has described Kalyana thata as Turuska-Priya and thoroughly 
inappropriate for Gita-Prabandha.7 


Origin of the Mukhari of the South 


The votaries of mela and thata, ignoring the subtle interval of 
Pramana-Sruti, accept twelve fixed tones each in the Mandra, Madhya and 
tara sthanas. These twelve tones bear different names in North and South 
India. Really speaking, the twelve tones accepted by the Muslims have 
been given different names in North and South India by bringing about some 
modifications or additions in the traditional svara-names. The reason 
for this difference in names lies in the fact that the Southern authors forcibly 
super-imposed the svara-names of Sarngadeva on the twelve tones fixed 
according to the Mugam-system of the Muslims. This super-imposition 
alone was responsible for giving the illusory impression (to those who 
depend on texts alone) that the musical tradition of the South is connected 
with Sarngadeva and this illusion has persisted for centuries. 


On the Southern vina, the girka of the Muslims is located and similarly 
_ on the eleven frets beginning with the first are located their Hijaz, Nawa, 
Hisara, Husaini, Aganu, Nima-mahura, Rasta, Sahanawaz, Doka, Kurda 
and Sika respectively. The fixed nature of sarika (fret) is opposed to the 
literal meaning of the word Sarika and the acceptance of twelve tones each 
in the Mandra, Madhya and Tara sthanas is to bid adieu to the well-known 
_ Murcchana systems and Pramana-sruti of India. : 


This fatal influence of the Muslims affected Indian svara sastra (science 
of scales), but Baiju, Tanasena, and even Sadaranga (the last in eighteenth 
century) —these non-Muslim musicians continued tohave an understanding of 
the Murcchana-system and they used to label as gupta (secret) the svara-names 
falling in accordance with the Murcchana-system and as prakata (manifest) the 
svara-names following the mela-system. But the Southern Vainikas, went 
astray from the fattva (fact), because they had super-imposed the svara- 
names of Sarngadeva on Muslim svara-names and in order to obviate the 
natural contradiction arising from that had coined svara-names like Varali- 
madhyama which had no tinge of Madhyamatya (the state of being middle- 
point) in it.8 ; ; “, 
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The subtle but very useful interval Pramana-Sruti is the gift of India to 
the whole world. The acceptance of sadja and pancama as Acala implies 
the denial of the existence of Pramanasruti and the funeral of the grama- 
murcchana system of Vedic origin. This happened as a consequence of 
Muslim impact and southern authors took their Varalimadhyama to be. 
identical with the Madhyama-gramika Pancama or Cyuta Pancama of 
Bharata. The Northern tradition never got into such an unseemly error. 
The interval between Varali Madhyama and Pancama is two-sruti, just like 
the Dhaivata-nisada of Bharata, because in accordance with the above- 
quoted exposition of Sayana, the ‘dha-ni’ of Gandharadi Murcchana have 
become ‘Ma-pa’. 


The ‘Ri-ga-dha-Ni’ used in Vagiswari (Bagesri) are lower than those 
of Bhimapalasi by one pramana-sruti each. The votaries of mela and thata 
ignore this difference of Pramana-sruti and force both Bhimapalasi and 
Bagesri into one and the same ‘thata’, but the tradition of skilled practical 
musicians of the North tune the first left string of the Tambura to madhyama 
for Vagiswari and pancama for Bhimpalasi. They may not be able to 
explain the reason behind this tuning today, but their practice follows the 
injunction of those elite who knew the purport of sapta gupta (seven secret) | 
and sapta prakata (seven manifest). 


Really speaking, the ‘Kharaharapriya Mela’ of the South or the ‘Kafi 


Thata’ of late Bhatkhande is the Rsabhadi Sadharani. Murcchana of Madhya- 
magrama as shown below:— 


svaras of the 


Murcchana Ri ga ma pa dha ni sa_ (fi) 
. Svaras of the thata 

or Mela Sa ri ga ma pa dha ni sa 

Mutual note-intervals re 

(in srutis) O25 4 8 3 4 4.2 3 
—do—' 

(in savarts) O Sl 28 46 51. St 28. 46 

Interval from the i 

tonic (in srutis) .- 0.4 6 9 13 17 ..°19:..22 
—do— 

(in savarts) 0 51 79 125. 176 227 255. 301 


Muslims of mixed blood like Amir Khusro struck a compromise. 
They gave the name Sa to the first tone of the Mugam-system and Pa to its 
eighth samvadi (roughly ‘consonant) tone. The second tone was’ called 
‘utari (lower) Rikhabha’:. third ‘carhi (higher) Rikhabha’, fourth ‘utari - 
Gandhara’, fifth ‘carhi Gandhara’, sixth ‘utari Maddhama’ seventh ‘carhi 


Madhama’, eight ‘Pancama’, ninth ‘utari Dhaivata’, tenth—‘carhi Dhai vata’ > i 


eleventh — ‘utari Nikhade’, twelvth ‘earhi Nikhada’. Thus ‘Sa’ and ‘Pa’ . 
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became ‘acala (fixed) and Rsabha, Gandhara, Madhyama, Dhaivata, Nisada 
came to: have two varieties each. 


‘Thata Lautana@ (Inverting the Thata): Lowering of the higher tones 
in a ‘thata’ and augmentation of the lower tones was also accepted as a 
means of. obtaining new scales. In the eighteenth century this process 
was called Svara-vyatyasa or Mela-bhedana in the South and Thata Lautana 
in the North.9 


Obtaining the ‘Purbi Thata’ from ‘Kafi Thata: The ‘Purbi Thata’ 
was thus obtained by inverting the ‘Kafi Thata — 
Kafi Thata ' Saori ga ma pa dha ni sa 
Purbi Thata Sa ri ga Ma pa-— dha oni sa 
Consequently ragas like Sri and Vasanta shifted to the Purbi Thata 
from Kafi Thata. 
The origin of Mukhari’ Mela from the Purbi Thata: The 
Nisada-Murcchana of Purbi Thata is the mother of Mukhari Mela: 
Nisadadi Murcchana : 
of Purbi Ni. Sa Ri Ga .Ma Pa Dha Ni 
North Indian names 
of the Mela Svaras Sa Ri. Ri’ Ma Pa .Dha Dha_ Sa. 
of Mukhari 


- This process was called ‘Surabheda’ (change of ‘Sura’ or tonic) in the 
Sadarang tradition and ‘Srutikarana’ in the South. 


This is the history of the origin of Purbi from Kafi Thata and of 
Mukhari from Purbi. Purbi or Mukhari cannot be obtained directly from 
any Murcchana of Bharata or Matanga. 


Bhairava Thata or Mayamalavagauda Mela from Kafi Thata: 
Bhairava’ Thata is obtained by lowering. the -Rsabha-Dhaivata and 
‘augmenting the Gandhara-Nisada of Kafi. The raga ‘Bhairava’ of this 
thata was called the first among all other. ragas in the Indraprashta-mata 
founded by the Muslims. Through Muslim: impact -this raga reached 
Vijayanagar and became the foremost basis of instruction since the time of © 
Purandaradasa._ ; 


Simhendramadhyama from Bhairava: Simhendramadhyama is born - | 
of the Madhyama-Murcchana of Bhairava and it is the 57th Melakarta of 
_ Venkatamakhi. ee eee oe : 
Madhyamarcchana of Be? a. ae ens ec ae 
Bhairava-Thatha —- Ma Pa- -Dha Ni Sa. i Ri-. Ga (Ma) 
Svaras of Simhendra:. 200.6525 ci ne ES 
Madhyama Sa Ris Ga Ma Pa Dha NE _ (Sa) 


SANGEET NATAK 10 


Rasikapriya from Bhairava: The 72nd Melakarta Rasikapriya is 
born of the Rsabhadi Murcchana of Bhairava Thata: 
Bhairava Ri Ga Ma Pa Dha Ni Sa _ (Ri) 
Rasikapriya Sa Ga. Ga Ma _ Pa Ni Ni (Sa) 


The present ‘Bhairava Thata’ can never be found in Sangita Ratnakara, 
because according to the school of Bharata or Sarngadeva, two consecutive 
svaras can have a maximum interval of 4 srutis, called udatta. The five-sruti 
intervals like Ri-Ga, Dha-ni, or Ga-Ma cannot, on any account be taken to 
represent the interval between two svaras in any musical tradition having 
its origin in Vedic music. 2 


Marava from Asavari: The Asavari Thata gives rise to the Marava- 
Thata by the process of Svara-vyatyasa or Thata-Lautana. 
Asavari Sa Ri Ga Ma Pa Dha Ni_ (Sa) 
Marava Sa Ri Ga Ma Pa Dha Ni (Sa) 


Jhankaradhvani from Marava: The 19th melakarta Jhankaradhvani 
is derived from the gandharadi murcchana of Marava thata. 


Gandharadi Mur- __ it 
cchana of Marava - Ga Ma Pa Dha Ni Sa Ri Ga 
Shankaradhvani Sa Ri Ga Ma Pa Dha Dha Sa 


Todi Thata from Khamaja Thata: The Khamaja Thata is trans- 
formed into the Todi Thata or Pantuvarali Mela as a result of svara-vyatyasa 
or thata lautana. ; 

Khamaja Thata Sa Ri. Ga Ma Pa Dha Mi (Sa) 
Todi Thata Sa Ri Ga Ma Pa Dha Ni (Sa) 


The Northern Todi or the southern Pantuvarali has been called 
Turuskapriya (dear to the Turks) by Venkatamakhi.?° 


Calanata from Todi: The 36th melakarta calanata (the first mela 
of the so called Vidyaranyamata) is derived from the Dhaivata-Murcchana 
of Todi Thata. 


Thus we see that Bhairava: or Mayamalavagauda Mela, Todi Thata 
or Pantuvarali Mela, Purbi Thata or Kamavardhani Mela and Marava 
Thata or Gamanasrama Mela do not have their origin in the tradition of 
Bharata and Sarngadeva, but in the tradition of the Indraprastha-mata 
founded by the Muslims, which is an Indian form of the non-Indian Mugam- 
system. The Mugam-system has been called Samsthana  Paddhati a 
Locana. Mugam and Samsthana are synonymous. _ 
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The Indian Musical tradition is based on saptaka (group of seven 
tones). The madhyamatva (middle position) of madhyama is possible only 
in saptka not in an astaka (octave). The Mandra, Madhya and Tara 
sthanas, extend to one saptaka each. In ‘Sa-Ri-Ga-Ma-Pa-Dha-Ni-Sa’ 
the last svara is the initial svara of the next sthana, but that is indispenable 
in the astaka.. The concept of astaka or octave is non-India and all 
deliberations based on it are totally different from the Indian grama- 
 murcechana system. 


A sampurna raga has seven svaras according to the grama-murcchana- 
system, but Venkatamakhi, the upholder of astaka says that a sampurna 
raga has eight svaras. The word sadava literally means that which does the 
avana (holding) of sata (six), but Venkatamakhi, counting the ‘sa of the next 
sthana, says that sadava ragas have seven svaras. Uduva stands for akasa, 
in which the Uda (naksatras or constellations) do vana (movement), akasa 
is the fifth in the five primary elements (panca-mahabhutas); hence ‘uduva’ 
represents the number five. The ragas that use five svaras are called auduva, 
but. Venkatamakhi says that auduva ragas have six svaras™!, It is a very 
interesting fact that some people gave the epithet ‘Panini of Karnatak music’ 
to Venkatamakhi, who is an opponent of the Anuvarthata (conformity 
to literal meaning) of technical terms.’ 


Ramamatya super-imposed the svara-names of ‘Ratnakara’ without 
understanding the purport of Sarngadeva, on the twelve tones in one sthana 
located by the foreigners. Raghumatha derisively mentions the names 
of Kesava and Kallinatha, the commentators on Saptadhyayi (Sangita 
Ratnakara) which is branded by him as ‘incomprehensible’ and ‘obscure’."3 
Somanatha also says that the purport of the exposition of ancient authors 
is not clear or comprehensible (vide Ragavibodha, author’s commentary 
on I 4). The reason behind this state of affairs is that these vainikas were 
obsessed with a desire to classify the ragas according to the viewpoint of 
melas, on account of the impact of the Mugam-system ; and all of them had 
given up paying attention to the anvarthata of technical terms. None of 
them had any definition of the sudhata of svaras, without any reason they had 
begun to accept the absurd scale of Mukhari Mela as the sudha svaras 
of Bharata and Sarngadeva whereas Mukhari Mela was the product of the 
‘Nisada-Murcchana’ of Poorbi Thata derived from Kafi Thata through 
Svara-vyatyasa. 


Tanappa the Paramaguru of Venkatamakhi:. Venkatamakhi has said: 
“The learned Sarngadeva has described 264 ragas in his work Ratnakara, 
but those ragas are not to be found anywhere in current usage; hence on 
account of their obscurity I shall describe fifty-five ragas reconstructed by my 
Paramacarya Tanappacarya and having conformity of Laksya-Laksana”*4., 
He further says — “Thus I have described fifty-five ragas, in which Arya 
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Tanappa has composed or introduced Gita, Thaya and Prabandha”'s, “The 
definition of alapa given by me should be applied to the fifty-five ragas 
constructed by Tanappa’®.” 


“My Paramaguru Acaryasekhara Tanappa has composed thayas in 
all these ragas according to current usage”’.17 


The following conclusions can be derived from the above and similar 
other statements of Venkatamakhi. 


(i) Venkatamakhi’s guru’s guru was Tanappa who was the founder 
of a special school, radically different from the exposition of Ramamatya 
and others of the same times; he had a peculiar viewpoint in raga-classi- 
fication and held a different view on this matter. 


(ii) The School of Venkatamakhi’s father Govinda Diksita was | 
different from that of Tanappa and Venkatamakhi was_ not -a follower 
of his father’s school but .of that of Tanappa.. On many points, Venkata- 
makhi has a sharp difference of opinion with his father, just as he has with 
Ramamatya. The only difference between the treatment meted out by 
him to these two lies in the fact that he has openly contradicted Ramamatya 
but has excused his father by keeping quiet over the points of difference 
with him. - cam 


Git). Tanappa had composed or introduced Gita, Thaya and Pra- 
bandha in fifty-five current ragas. 


Muslim Influence on Tanappa-School 


Venkatamakhi says that lands (desas) are infinite and infinite are the 
human beings residing therein. Ragas already created, in the process of — 
creation and to be created in future by high-class and mediocre musicians 
are used in these lands by men.!8 This statement obviously implies that in 
Venkatamakhi’s purview of knowledge there were many ragas of non- 
Indian origin and many ragas were being created in his own times according — 
to some non-Indian method. This method was that of the Muslims which 
had got intermingled with Karnatak music. He had evolved the scheme 
of 72 melakartas, according to his own viewpoint, for the sake of classify- 
ing all possible ragas. nie a 


Venkatamakhi clearly says that singers use the Rsabha-Gandhara 
of Tara-sthana while singing Karnata Padas (compositions in the Kannada 
language) Andhra Padas (compositions in the Telugu language) and 7: uruska ae 
Padas*® (compositions in Dakkhini Hindi used. by the Muslims). This _ 
statement clearly indicates that the singers of Karnataka, Andhra and 
Turuska Padas belonged to one and the same school and their style of — 
singing was similar. After the fall of the Vijayanagar kingdom, some ~ 
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musicians went to Tanjore and others took refuge in the Bijapur court. 
The musical compositions of Ibrahim Adil Shah II, the Sultan of Bijapur are 
in Dakkhini Hindi and are compiled in Kitab-i-Nauras published by. the 
Sangeet Natak Akademi. 


x 


Venkatamakhi has reckoned ragas like Kalyani and Pantuvarali among 
non-Indian ragas and has branded them as Turuska-Priya. These two 
names deserve attention. 


Emana ean ete word, meaning Kalyanamaya which is an exact 
Sanskrit rendering of Emana. The Gandharadi Suddha Murcchana of 
sadjagrama gives us the svaras of Emana. On account of Muslim influence 
Kalyani (Kalyana) aad prominence, hence Venkatamakhi called it 
Turuskapriya. 


_Pantu is an apabhramsa of Pandita, in Marathi and Kumayuni (the 
dialect of Kumaun region) this very word is Panta. Pantuvarali means the 
Varali of Pandits (Muslim Pandits). Pantuvarali is obtained from Khamaja 
Thata by inverting the svaras according to the svara-vyatyasa method of 
the Muslims. For this reason Venkatamakhi has branded Pantuvarali 
also as Turuskapriya. 


Sometime before Venkatamakhi, Somanatha clearly said in his Raga- 
vibodha that twelve ragas of Parada (Persia) were current in his times. _He 
says that there is resemblance between Husaini and Todi, Julufa and Bhairava, 
Musli (Busalika) and Ramakriya, Ujjvala and Asavari, Navaroja and Vihanga- 
ngda, Bakhreja and Deshakara, Hijeja and Saindhavi, Pancagraha and 
Kalyana- Yamana, Puska and Devakri, Sarparda and Velavali, Karnata and 
Trakha. 


It is a fact that Indian Muslims and other Hindu musicians influenced 
by them had created new ragas by mixing up svaras of different thatas 
according to a non-Indian method, but had given Indian names to those 
ragas. The origin of mixed ragas created by Khusro, Husainshah Sharki, 
Tansen, Ramdas etc. cannot be traced in Brhaddesi, Ratnakara or Sangita- 
raja. The current ragas that are classified under Bhairava Thata, Purbi 
Thata, Marava Thata and Todi Thata may be bearing names of Indian 

languages but fet origin lies in the: Mugam-system. 


’ Those who hold the Southern musicians to be inventors of the mela 
system have no argument to suppor their belief. 


Somanatha has clearly said that wielas are represented on the vina. 
Those Svara-Samsthana-Visesas ate melas from which ragas are obtained 
or under which ragas are classified. In Bhasa’ they are called thata.2°? Soma- 


SANGEET NATAK i 14 


natha has given the name Vajrathata (Acalai-thata) to the thatha of the 
Akhila-raga-mela-vina having fixed frets.?7 


Somanatha has thus clarified the position by using the words samsthana . 
thata and mela as the synonyms of mugam. | 


Thus it is self-evident that the thata-system or the mela-school is the 
result of Muslim influence. 


All the vainikas of the medieval times declared that only sadjagrama 
had survived in their times.. It is an interesting fact that these people 
had no definition of their so-called sadjagrama and the characteristic feature 
of the original Sadjargrama-murcchana spoken of by Bharata, Matanga 
and Sarngadeva does not appear in any mela or thata of theirs. 


Bharata says that the interval of Madhyama and Nisada is identical 
with that of Sadja and Madhyama. The Sadja-Madhyama of Sadjagrama 
become the Madhyama-Nisada of Madhyamagrama. Madhyama cannot 
bear this name unless it is in the middle of the first and the last svara of the 
saptaka. In no mela of the South, is the interval of Sadja-Madhyama and — 
Madhyama-Nisada identical. Bharata’s Gandhara-Madhyama, . Madhya- 
ma-Pancama and Nisada-Sadja is identical. No mela of the South bears 
this characteristic feature. Pundarika, Srikantha, Akobala, Srinivasa, 
Ramamatya, Somanatha, Venkatamakhi and Bhatkhande — all fall in 
this category viz. of the votaries of a system which has no affinity: mh 
Bharata’s tradition. 


The Southern authors are silent about the geographical relation or 
lineage to which Tanappa belonged. Probably he was a North Indian 
scholar. Some people guess that he was Tansen and others surmise that 
he was Tanabhatta, the grand-father of Bhavabhatta. 


A Dhrupada of ierapes containing the exposition of a secret is available 
as follows’ : 


aaa TAH, sare tere Few, ero x afer aftr pt fara 21 

aet arate ara aif arf ate Sarft ‘ atragerfrer’ ee eA) 
fafa oxi afr qeita adta & fda sana fears at 

eat ay gage ARfo Ha are are aTTaA— fret U1 


Tansen has said in this Dhrupada — “Practise Dhaivata, Pancama, 
Madhyama, Gandhara, Rsabha, Sadja and Nisada. Practise 13 alankaras ~ 
and 22 srutis on the basis of this. Having done this, say the above noted ~ 


Svaras in the ascending order as Sa-Ri-Ga-Ma-Pa-Dha-Ni.” This: means: 


that the ancient “Dha-Pa-Ma-Ga-Ri-Sa-Ni” is, in the ascending order, 


the “‘Sa-Ri-Ga-Ma-Pa-Dha-Ni” of the Bilawal of Akbar’s times. Next, 


the Bees text goes onto say au gach svara, has its Samvadi aay eae 
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madhyama-bhava in the next third svara (excluding the initial svara) or a 
representative of such a samvadi.. This may be shown as follows: 


First murcchana of sadjagrama Sa-Ri-Ga (Antara) Ma-Pa-Dha-Ni 
First murcchana of madhyamagrama Ma-Pa-Dha Ni-Sa-Ri-Ga 


The learned ones know this principle. The exposition of Tansen 
has seven svaras three gramas, twenty one murcchanas and _ thirty-six 
(ragas and raginis) in the context of Nada-Vada (discussion of Nada). 


The Bilavala of Akbar’s time, the Dhirasankarabharana of South 
and the Buzurg Mugqam of the Muslims is one and the same thing. In 
Buzurg Muqam, however, the lower Pancama (of madhyamagrama) is also 

included, but that has been dropped in Bilavala and Dhira Sankarabharana. 


This ‘Dhrupada’ proves . beyond doubt that Tansen understood 
the ‘grama-murcchana’ system and he knew fully well the rule expounded 
by Bharata that the first ‘santara murcchana’ of sadjagrama, becomes the 
first Suddha Murcchana of Madhyama-grama and he also understood that 


the nisadadi sudha murcchana of sadjagrama is Bilavala or Dhirasankara- © 


bharana Mela. Along with this he knew the Mugamsystem and the method 
of Svara-vyatyasa. It is just possible that he might have derived the 
present form of Mian Ki Todi by inverting the Svaras of Khamaja Thata. 
The musicians of Rampur belonging to the Sadaranga tradition were well- 
versed in the method of Svara-vyatyasa. . 


- Anyhow, the Dhrupada under reference undoubtedly proves Tansen 
to be the founder of a special tradition or exposition although Tansen might 
‘ have concealed the principle of the murcchana system according to the 
motto ‘he who finds, does conceal’. ae 


_ Pundarika Vitthala was well connected with the court of Akbar. 
He must have been influenced by Tansen. Faqrullah, the author of 
’ Ragadarpana informs us that.a text entitled Ragasagara was composed in 


Akbar’s court. It is just probable that Pundarika made his own contribu- — 


tion to this work. The principle of North Indian ragas must have been 
_ explained by Tansen to Pundarika Vitthala. © 


~ While describing the vina, Pundarika Vitthala does not give any scienti- 


fic method of fixing frets on the vina, but says that one should take a vina 


- Manufactured by an artisan knowing the laksya (current: practice).?3 The 
same statement has been made by Venkatamakhi.24 Thus both Pundarika 


and Venkatamakhi have left to the artisan conversant with the laksya the , 


important task of fixing the. frets. 2.9 
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Venkatamakhi has time and again referred to his Paramaguru 
Acaryasekhara Tanappa, but he is completely silent about his guru. It is 
quite possible that Pundarika was the guru of Venkatamakhi. ; 


The yina-section in Rasakaumudi of Srikantha is similar to that of 
Pundarika Vitthala. The editor of Rasakaumudi has proved beyond doubt 
that Pundarika was the guru of Srikantha.?5 


If Tanappa was Tansen and Pundarika was his pupil, in that case 
Venkatamakhi was the prasisya (grand-pupil) of Tansen. This is simply a 
surmise, which has a reasonable possibility of being true. Tanabhatta, the 
grandfather of Bhavabhatta could also be the paramaguru of Venkatamakhi. 
No Southern author other than Venkatamakhi has made a reference to 
Acaryasekhara Tanappa. 


Srikantha cites the evidence only of his guru and not of any text inthe ~ 
context of twelve fixed tones in mandra-madhya and tara sthanas. 


Ramamatya’s Svarmelakalanidhi is the first extant text mentioning 
twelve fixed tones in one sthana, but Srikantha speaks of his guru and not 
of Ramamatya.?6 


The vainikas of the South were following the twelve tones of Mugam- 
system with great hardship and were indulging in self-deception by giving 
traditional Indian names to those tone-names which had no conformity of 
their literal meaning with the tones with which they were associated. When 
this new arrangement could not be reconciled with the Sangita Ratnakara, 
the Southern authors found self-satisfaction by calling Sue MAeAYeS the 
pioneers of the mela system. 


Neglect of Pramana-Sruti 


The subtle interval of pramanasruti is the unique contribution of 
Indian seers to the musical science of the world. The votaries of mela 
ignored this. Somnatha gave a clear in junction that the loss or gain of 
one sruti did not make any difference nor did it entail any discrepancy.?7 
All votaries of mela and thata belong to the class which bade adieu to the — 
Vedic tradition by ignoring Pramana-sruti, the distinguishing feature of two 
gramas. 


Historical evidence of Muslim influence on the South 


Arab travellers and merchants have old associations with the sea- _ 
_ coasts of India dating back to thousands of years. Arab travellers used - 
to go to China via the sea-coast of India.28 In 815 A.D. i.e. 175 years before 
the attack of Mahmud Ghaznavi, the ruler of the town of Kadanganoor 
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Malabar had become a convert to Islam; with his order Muslim colonies 
. were established in South India.29 


" During the reign of Jalaluddin Khilji, Karomandal was under full 
influence of the Muslims. The Chief Minister of the famous Sundar 
Pandya was a Muslim known as Malik Taqiuddin.3° In the last decade of the 
14th century when Malik Kafoor invaded Sundar Pandya, South Indian 
Muslims had fought on the side of Sundar Pahdya.3! 


The Indraprastha Mata and its country-wide influence 

In the Chishtia tradition of Sufis, music was held to be a means of 
God-realization. Khwaja Moinuddin Chishti Ajmeri was devoted to 
listening to songs. Kutubiddin Aibak was his devoted admirer.32 
Khwaja Kutubbdin Bakhtyar Kaki was the disciple of Khwaja Moinuddin 
Chishti. Sultan Shamsuddin Alltumash was his devotee. Khwaja 
Kutubuddin died while listening to Qawwali.33 


Khwaja Fariduddin’s disciple was Baba Fariduddin Ganjashakar; 
when the latter became the disciple of Khwaja Kutubuddin, at that time 
the famous saint Sheikh Bahauddin Zakaria Multani (1182-1267) also had 
gone to meet Khwaja Kutubuddin. Shaikh Bahauddin Zakaria is the 
inventor of Raga Multanishri and he is counted among great musicians.34 
He created many mixed ragas on the basis of the mugam system. In those 
times the Muslims held music to be a branch of mathematics. 


‘Sheikh Nizamuddin Chishti was the disciple of Baba Fariduddin and — 
Amir Khusro was the favourite of Nizamuddin Chishti.35 


Khwaja Saiyad Muhammad Imam, the grandson of Baba Fariduddin 
Ganjashakar and his younger brother Khwaja Saiyad Moosa were highly 
learned musicians, singers and great patrons of the ace of Hindi and 
Persian compositions.36 


Nizamuddin Chishti had proved the efficacy and acceptability of 
devotional music from the devotional viewpoint in a debate (Sastrartha) 
in the court of Gayasuddin Tughlak. Sheikh Bahauddin Suhrawardi, the 
grandson of Sheikh Bahauddin Zakaria had given his judgment in favour 
of Sheikh Nizamuddin Chishti in the same debate.37 - 


The above facts obviously indicate the strong connection of Sufi 
Muslims with music. As for the impact of Sufis on the South, one fact may 
be cited here. Sheikh Nizamuddin Chishti had sent four hundred Sufis to 
the South for religious propaganda. Among them was Raju Qattal (the 
father of Khwaja Bandanawaz Gesudaraz the famous Sufi of the epee 
who went to the South with shake Sarbanes aes =. 
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The maternal grandfather of Amir Khusro was a Hindu chieftain who 
had accepted Islam i.e. Khusro’s mother was an Indian and his father was a 
Turk of Lachir. Khusro was born in Patiali, in Eta district, which falls 
under the Braja-bhasha region.39 Khusro received Indian ‘Samskara’ 
(culture) from his mother’s side and Brajbhasha as his mother-tongue. 
From his father’s side he was educated in Islam, Sufism and Turkish, 
Persian and Arabic languages. 


Khusro was a pupil also of Brahmins. He has highly commended 
Indian music. He has equated Indian Brahmins with Aristotle and has 
proclaimed the superiority of India over other countries in many respects.4° 


Gramaragas were related to the Vedic tradition and their use for - 
secular entertainment had been prohibited. Somesvara (period of reign 
1127-1134 A.D.) has mentioned this prohibition.4! Hence it can be safely 
inferred that Khusro did not have knowledge of the grama-murcchana 
system, but he knew in accordance with the educational system of his 
times, the subtleties of the four ‘Usula’s (principles), twelve frets and 
the like of Iranian music. 


_ Frets fixed on string-instruments are called parda in Persian. The 
sound produced on these instruments by pressing the string with the left 
hand and striking with the right hand with a mizrab (special ring) is called 
nagamah (svara). 


The twelve tones accepted in Iranian music have been spoken of 
above. The various groups of frets representing the groups constructed 
out of the twelve tones, necessary for rendering the proposed ragas, were 
called mugam (samsthana) and as a result of this method of grouping mugam 
reached the South and was called mela there. © 


In 1296 A.D. Ulugkhan and Nusratkhan, the military commanders of 
Alauddin Khilji invaded Gujarat. Karmavati, the princess (queen) of 
Gujarat was captured by them andsent to the harem of Alauddin. Karna, 
the ruler of Gujarat took refuge in Devagiri along with his daughter Deval 
Devi.4? In this invasion, a number of men and women of a class or caste 
called Parvar gifted with exquisite beauty and adopting music as a means of 
livelihood, were sent to Delhi.43 During the same invasion, a very hand-. 
some eunuch was also purchased for one thousand Dinars and sent to Delhi. 
He was later Eiowa as Malik Kater, the famous mull, eager 


The Parvar class captivated Delhi with its beauty and artistic skill. 
This is an indication of ne musical contact Eo Gujarat ae Delhi. 


In 1306 A.D. Malik Kafur was ent to iavade fhe South. He siscoséde 
ed; Deval Devi was captured and brought to Delhi and: was married to. 
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Khijrakhan, the son of Alauddin Khilji, in 1307, Ramachandra Rai the ruler 
of Devagiri came to Delhi for acknowledging his subordination to Alauddin 
Khilji. It is a fact that on this occasion the musicians of the South also » 
came to Delhi and most probably Gopala Nayak was one of them. 


The following Dhrupad bearing the mudra of Gopala Nayak and 
praising Alauddin Khilji is available (in an unpublished manuscript) in 
the Gwalior tradition. 


ey eee 
Het HX Hert Farad WIT AT WATT AIHAT | 
We Wea ares Tavs frarac | 
aerate aeract at fect ata ors agar afaa ga aaa at 


Khusro had lived in Multan, Awadh and Bengal, Braja was his birth- 
place and Delhi the centre of his activities. The Parvars of Gujarat had 
settled in Delhi and the musicians of the South also joined them. This 
situation gaye rise to the Indraprastha-Mata which included (i) ragas of 
Indian origin, but classified in accordance with the mugam-system on the 
model of Iranian music, (ii) ragas created by the mixture of Indian and 
Iranian melodies and bearing Indian names and (iii) ragas which had old 
names, but which had shifted from one thata to another as a result of 
‘svara-vyatyasa (inversion of tones) — e.g. Vasanta and Sri came from Kaft 
Thata into Poorbi Thata. This new school of Indian music, was known 
as the tradition of Qawwal Bacchas. In course of time this tradition came - 
to be known as Indraprastha-Mata. 


Foundation of Vijayanagar Empire and Muslim Influence 

Harihar and Bukka, the founders of the Vijayanagar empire were under 
confinement in Delhi for a considerable time. They were released on political 
grounds and under the guidance of Sri Vidyaranya the two brothers founded 
the Vijayanagar empire in 1336 A.D. In 1347 A.D. Muhammad Shah I 
founded the Bahmani dynasty ; he was a prea devotee of Nizamuddin 
Chishti. . 


There was ‘inbred animosity pen ‘the Vijayanagar -and Bahmani 
lineage. . 


There were three hundred singers in the court of Muhammadshah L 

Khusro’s compositions were profusely sung in his court. Once he was highly 
delighted to hear Khusro’s compositions rendered by his musicians and 
‘Sent an order to Bukka, the ruler of Vijayanagar that he should grant 
Prizes to those musicians from the Vijayanagar - treasury. Bukka, being — 
an independent ruler with self respect, affronted the envoy of Muhammad-. 
shah. As a consequence a fierce battle was fought, there was horrible 
bloodshed and Bukka had to enter into a treaty on the conditions stipulated 
by the Bahmani Sultan and he had to pay for the prizes to musicians.44 
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In 1398 A.D. the Bahmani Sultan Feroz had a battle with Harihar, 
the ruler of Vijayanagar. Feroz was a great lover of music and his Qazi 
named Siraj was so skilled in dance and music that he danced along with 
his party in feminine garb in the presence of Harihar’s son and in this 
disguise assassinated the latter.45 


The above incident reveals the extent to which the music of the 
Bahmini court bearing the influence of Khusro, had gained ground in 
the Vijayanagar court. 


The climax was reached in 1403 A.D. and Devaraya I, the ruler of 
Vijayanagar had to give his daughter to the Bahmani ruler Feroz; she was 
married to Hasan, the son of Feroz. On this occasion Feroz was a guest in 
Vijayanagar for three days. The.artistes of Vijayanagar entertained the 
bridegrooms’s party with their performances.‘® 


Devaraya II sent two hundred slave-women from Vijayanagar to the 
court of Alauddin II, the then Bahmani Sultan, after having been defeated 
by the latter.47 Ahmadshah I, the father of Alauddin II was favoured and 
blessed by Sheikh Gesudaraz. 


In 1442 A.D. Devaraya gave land-gifts to the Muslims serving under 
him; in order to please them, he constructed a mosque in Vijayanagar 
and ordered that nobody should interfere with the religious practices of the 
Muslims. He ordered that the Holy Quran should be kept on a high and 
valuable pedestal in front of his throne, so that the Muslims could salute 
him without violating their religious decorum. Devaraya encouraged the 
Hindus to learn archery and general military discipline from the Muslims. 
Consequently sixty thousand Hindus and two thousand Muslims became 
skilled in archery.48 


Having been impressed by this attitude of Devaraya II, the Shah 
of Iran sent Abdur-razzak as envoy to Vijayanagar, and the latter lived in 
Vijayanagar till 1443 A.D. Devaraya used to invite Abdur-razzak twice a 
week to his court and used to honour him.49 


Kallinatha wrote his commentary on Sangita Ratnakara in these times 
when the impact of Muslim contact had been fully felt in the South. He 
was the only scholar of his time who was competent to understand ae 
Sangita Ratnakara. 


N 


The following words of Kallinatha (vide his ‘commentary of S.R. Il 
- 158- -159) reveal the influence of the Muslim mugam-system on the music 
_ current in his time in Vijayanagar, 


(i) In my times every raga is begun with Sa. 
(ii) The Pancama having samvada only with Sa has survived (on 
account of the disappearance of the Pancama having samy 
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with rsabha) the ragas of both the gramas have now come to 
use the Sadja-Samvadi Pancama. ; 
(iii) In Sri raga, Rsabha, Gandhara, Dhaivata and Nisada have 
become augmented by one sruti from their original positions, 
‘@v) In the Kriyanga raga Ramakri, Madhyama has become 
augmented by two srutis {that is to say, the Madhyamatva 
has been lost and the seed has been sown for names like Varali 
Madhyama, Pata Pancama or Tivra Madhyama). 
(v). In ragas like Natta and Devakri, Rsabha and Dhaivata have 
taken two srutis each of Antara Gandhara and Kakali Nisada 
(that is to say the Ga and Ni of Sa-Ga-Ga-Ma-Pa-Ni-Ni-Sa 
‘are called Rsabha and Dhaivata respectively). Thus (non- 
Vedic). names like Pancasruti Gandhara and Pancasruti Nisada 
have come into existence. 
(vi) In Karnata-gauda, Nisada has become the Graha and Amsa 
. in the place of Sadja (i.e. the thata of this raga has changed). 
(vii) In Hindola the omission (lopa) of Rsabha-Pancama has taken 
- «. the place of that of Rsabha-Dhaivata. 
(viii) Sometimes the omitted (Jopya) svaras are used in Audava (Penta- 
tonic) ragas. 
(ix) In some places, the Melana (grouping) of vanya and Falah 
, (ragas) has become different. 
(x) There is violation of rules in the use of ragas according to . 
rasa. 


It obviously follows from these remarks that one hundred years after 
Madhavacarya and one hundred years before Ramamatya, the music of 
Vijayanagar has become non-Vedic. The mela-system of rae ceaneuon 
had become acceptable to all concerned. 


Kallinatha has deemed it proper to keep quiet on the reasons of this 
radical change affecting the fundamentals of traditional music and has 
simply said that as these ragas are desi, the irregularities mentioned by him 
do not entail any blemish. But this statement is just an attempt to veil the 
cultural influences of his times; it is neither hema nor rational. 


: The medical siihors gounted upon the following statement ascribed 
to Anjaneya, for the sake of. rons the contradicton in y thee ‘current 
musical practice: 


fet areca =  sremnfeRrret af 1 - 
en 


Quoted by} Kallinatha i in his commentary on 1S. RI 2: 2158159) 
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“Those ragas which have no regulations regarding sruti, svara, grama, 
jati etc. which bear the chaya and airs of different regions, are called desi 
ragas.” 


If this statement is interpreted to mean that desi ragas have no regula- 
tion whatsoever, then there would be no ground or necessity of any ration- 
alisation about desi ragas. 


Kallinatha was a Pandita patronised by a royal court. How could 
he write the chronicle of the defeat of his patron dynasty? 


It is a remarkable fact deserving attention that till Kallnatha’s time, 
the music of Mewar had not come under Muslim influence, because Maha- 
rana Kumbha’s Sangitaraja is a work contemporary to Kallinatha and this 
text does not make any mention of the irregularities and vicissitudes spoken 
of by Kallinnatha. 


Kallinatha did not speak of the mela system anywhere because he 
was writing a commentary on the Sangita Ratnakara, in which he has made 
a casual reference to the current music of his times. He refers to Melana- 
Bheda (difference in ‘mela’) in Janya-janaka raga which is ample evidence of 
the influence of mugam-system in that region and time. ‘Every raga starts 
from Sa and only the Pancama having samvada with sadja is used in all 
ragas”, by this statement Kallinatha has clearly. declared that the import 
of ‘Grama Murcchana’ had fallen into oblivion. 


Nearly fifty years after Kallinatha, Lakshminarayana, who was patro- 
nised by the Vijayanagar court, had defined ghazal and qaul in his work 
Sangita Suryodaya, which means that in those times ghazal and quaul were 
well in vogue in Vijayanagar. This situation was responsible for giving 
rise to musicians who sang the Andhra Pada, Karnata Pada and Turusaka 
Pada in one and the same way; Venkatamakhi has referred to such 
musicians, 


In extant works the Svaramela-Kalanidhi of Ramamatya is the first 
text expounding the southern mela-system. Lape 


Muslim contacts and Muslim Influence on Ramamatya 


Ramamatya has referred to himself as the son of Timmamatya in 
the colophons of Syaramela-kalanidhi. Both the names ate compounds, in 
which Rama and Timma are proper names and Amatya is a title imply- — 
ing that they were royal ministers. Ramamatya is identical with Aliya 
Ramaraya known to historians. The author of A Forgotten Empire, Robert 
Swell, has given the name of Krsnadeva Raya’s minister as Timma and has _ 
mentioned ‘Ramaraya’ as ‘Timma’s son. ‘Raya’ in ‘Ramaraya’ stands for _ 
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‘king’. Ramamatya was the son-in-law of Krsnadeva Raya. In 1542 A.D. 
Sadasiva became the king of Vijayanagar but he was just a puppet in 
Ramamatya’s hands. Ramamatya was the actual ruler. Hence Muslim 
historians took ‘Rama’ as the ‘Raja’ (ruler) and mentioned him as ‘Rama- 


raya’, 


Ramamatya entered into alignment and disalignment on different 
occasions with Burhan Nizamshah, Jamshed Kutubshah, Ibrahim and his 
son Ali Adilshah etc. He once kissed the hand of Hussain Nizamshah,s° 
Ramamatya’s wife declared Ali Adilshah to be her ‘Dharmaputra’ (adopted | 
son). In 1565 A.D. the Muslim rulers of the South en bloc fought against 
Ramamatya and he was killed in that battle at the age of 96. 


. After this incident Ramamatya’s brother Tirumal established his 
capital in Penukonda. In 1568 A.D. Tirumal assassinated Sadasiva. 
Tirumal died in 1575 A.D. and Tirumal’s son Ranga II became the ruler. 
In 1586 A.D. his brother Venkata I become the successor and in 1614 A.D. 
Venkata I died. 


During the reign of Venkata I, in 1602, the rulers of Tanjore and 
Madura declared their independence. 


e 


Venkatamakhi was patronised by Vijayaraghava, the ruler of Tanjore 
whose predecessors were subordinate to the successors of Ramamatya and 
had become independent, revolting against Venkata I, the lineal descendant 
of Ramamatya. The venomous bitterness of.. Venkatamakhi ‘against 
Ramamatya seems to have its roots in lineal animosity. 


Prof. Ramakrishna Kavi has said that Ramamatya was the grandson ~ 
(daughter’s son) of KallinathaS?, but he has not cited any evidence in 
support of this statement. Ramamatya did not feel the necessity of studying 
Kallinatha’s commentary on Sangita Ratnakara, otherwise he would not 
have given the adjective Gramaraga to Hijuji (Muslim Hijeji) and wouldn’t 
have cited the approval of Srangadeva in that context and he would have 
done justice to the svaras of Sri raga current in his times. 


If Ramamatya had understood Kallinatha’s words he would not have 
said that Cyuta-Pancama — Madhyama (Varali Madhyama) was three srutis 
higher than Suddha Madhyama. Kallinatha has clearly said that in the 
- Kriyanga Raga Ramakri, Madhyama has taken two srutis of Pancama ie., 
Madhyama i is two srutis lower than the Sadja-Samvadi Pancama. 


Really speaking, the votaries of aaela grossly ignored Kallinatha and 
created an illusion that their utterly non-Vedic Mukhari born out of the 
_ Nisadadi Murcchana of the PoorbiThata of the Muslims (or Kamavardhani — 

Mela) was the suddha scale spoken of by Sarngadeva. Eye 
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Ramamatya has classified his ragas as Uttama, Madhyama and 
Adhama and has branded Adhama ragas as Pamara-Bhramaka (ellusive to the 
foolish or base). -Venkatamakhi has labelled Pantuvarali as Pamara-Priya. 

The class of persons implied by the epithet Pamara of Ramamatya and 
" Venkatamakhi was at the root of the mela system. 


_ The school of music which did not care for the Southern scholar 
Kallinatha and took all licence with the words of Sarngadeva, the scholar 
from Kashmir, can ill afford to boast of being ancient and Vedic. 


Venkatamakhi has referred to Gopala Nayaka with reverence. Itis a 
well-known fact that Gopala Nayaka had come in to contact with the Delhi 
court and Amir Khusro. Gopala Nayaka was a savant who founded a 
school of music. He'had founded a special school of Caturdandi viz. Alapa, 
Thaya, Gita, and Prabandha: 


sah Sat gee rT 


words like this occur in Died texts and they prove that Gooula Nayaka 
was the founder of the Caturdandi School. It is impossible to say that 
Delhi made no contribution to this new school. Venkatamakhi’s Pannaeirs 
Tanappa must have been erauainie wae some secrets of this school. - 


Whosoever Tian might have ‘tn he was not a votary of Grama- 
Murchana. Granting that -he was acquainted with Grama-Murcchana 
the way he classified ragas, the names he gave to svaras, the explanation 
he offered for grama or sadjagrama they were all non-Indian and influenced 
by the Muslims. =! 2 


The Mukhari of Locana is quite different, it is the Dhaivatadi Santara 
Murcchana of -Sadjagrama and is like  Asavari Thata or Natabhairavi = 
Mela. ; 


Conclusion : 
Thus we have seen in short that contrary to current belief, Karnatak 


Music is not immune from Muslim influence. The mela and thata systems 


have a common origin and the Mukhari Mela has no connection whatsoever. 
with the tradition of Bharata. Incidentally, we have also had glimpses. of | 


the process of the uprooting of the ancient Granamarcciane system Ines, 


medieval times. 
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